by and within hegemonic discourses of the nation as Other, failed to factor into a majority of the social theories being produced in Western culture. She argued that Western conceptions of experience and of the self in particular had resulted in a disavowal and silencing of entire groups of people; this radical criticism was only interested in conserving the subject of the West, "or the West as Subject." 2 In addition to Spivak, other postcolonial scholars like Antonio Gramsci, Homi K. Bhabha, and Edward Said pointed to the need to problematize difference and its construction in Western culture. As Homi Bhabha observed, "the representation of difference must not be hastily read as the reflection of pre-given ethnic or cultural traits set in the fixed tablet of tradition. The social articulation of difference, from the minority perspective, is a complex, on-going negotiation that seeks to authorize cultural hybridities that emerge in moments of historical transformation." 3 To what extent do postcolonial theories influence how one approaches historical work in the archive? If we think of the archive as an extension of the public sphere, a virtual or imaginary community, which does not necessarily exist in any identifiable space but in its ideal form, is made up of private people gathered together as a public articulating the needs of society within the state, the ways in which the dominant culture and the subaltern are preserved within the archive are never neutral. Postcolonial theories have also helped to uproot how the public sphere, which includes institutions like archives, is always contested space.
In The Structural Transformation of the Public Sphere, Jürgen Habermas locates the formation of the public sphere in early capitalism (the fifteenth century onward). "Civil society came into existence as the corollary of a depersonalized state authority. Activities and dependencies hitherto relegated to the framework of the household economy emerged from this confinement into the public sphere," he writes. 4 In Nancy Fraser's "Rethinking the Public Sphere," a critical, feminist challenge to the public sphere as conceptualized, she pointed out that systemic exclusion from public spheres means that "members of subordinated social groups -women, workers, peoples of color, and gays and lesbians -have repeatedly found it advantageous to constitute alternative publics." 5 "These subaltern counterpublics," CJH/ACH 54. she writes further, "are parallel discursive arenas where members of subordinated social groups invent and circulate counterdiscourses, which in turn permit them to formulate oppositional interpretations of their identities, interests, and needs." 6 How do counterdiscourses and subaltern counterpublics shape one's work in the archive? Ann Stoler's work on colonial archives has helped to reframe how we think about the origin and preservation of archives in terms of counterdiscourses. "Questioning the making of colonial knowledge, and the privileged social categories it produced, has revamped what students of the colonial take to be sources of knowledge and what to expect of them," Stoler writes, adding,
In treating colonialism as a living history that informs and shapes the present rather than as a finished past, a new generation of scholars are taking up Michel De Certeau's invitation to 'prowl' new terrain as they re-imagine what sorts of situated knowledge have produced both colonial sources and their own respective locations in the 'historiographic operation.' 7
Prowling the archive takes on new significance when you approach it as contested space, and as situated knowledge that reflects a point of view, rather than as a repository of neutral, unbiased artifacts from the past. Black feminist scholar bell hooks reminds us that "all colonized and subjugated people who, by way of resistance, create an oppositional subculture within the framework of domination, recognize that the field of representation (how we see ourselves, how others see us) is a site of ongoing struggle." 8 Not only is the archive not innocent, it is also an ongoing site of struggle between the dominant culture -the remembrance, preservation and dissemination of national (and local) narratives -and historically marginalized and racialized groups. When we "prowl" the archive, we do so with a particular vision, which as Donna Haraway once observed, is "always a question of the power to see -and . . . of the violence implicit in our visualizing practices." 9 By interrogating how archive logics work, what subjects they produce, and which they silence in specific historical and cultural contexts, we get closer to understanding the ways in which archival work is an embodied experience, one shaped as much by national identity, gender, race, and class as by professional training or credentials. 10 The photographic archive is an example of how, when archival work becomes an embodied experience and situated knowledge, one's search for primary data also becomes a question of power and difference. When the first box cameras appeared in the late 1880s, it gave people, irrespective of socioeconomic class, race, and gender, a means by which to participate fully in the production of images and by the early twentieth century, the relationship between race and the visual became more than just an individual choosing to self-represent; the collective image became an emblem for a collective identity that challenged disparaging images that circulated within the dominant culture. The idea of seeing farther, better, and beyond the human eye had tremendous currency; there was a belief in the capacity of the photograph to see beyond the human eye and to create a sense of new frontiers of vision, which was coupled with photography's increased use for institutional regulation and categorization and archiving of people according to types. 11 Cultural and literary historian Sander Gilman observes that the power of medicine, at least in the nineteenth century, infiltrated other seemingly closed iconographic systems precisely because of its status, as a result, as the diversity of human life is being captured in images, particular iconographies are also being made which link bodies with not just images but modes of behaviour, identities, and most important, power. 12 In the present, visual archives reinforce the racialized cultural prerogatives of the gaze, created in the nineteenth century, which determines who is authorized to look, and what will be seen, such that looking itself is a racial act, and being looked at has racial effects. 13 If archives work by training, supporting, and potentially disrupting racialized gazes, by infusing race into the very structure of how we see and what we know, 14 questions must always be asked of the archive. How does the archive reproduce tropes of difference such as black/white, European/Other, rich/poor? Who has the power to look and be seen?
If tropes are repeated over and over again until they become naturalized representations, and if the process of naturalization, as cultural theorist Stuart Hall once described becomes a representational strategy designed to fix "difference" and secure it as always there, the naturalization of difference is central to the regime of representation. 15 The archive is always about representation, of the dominant culture and those who are historically and symbolically outside its hegemonic lens; second, it stores and catalogues according to a logic that is, for the most part, centuries old, which means that the power relations of colonialism are deeply embedded within the archival structure. Photographic archives, in particular, require that we always think about the organizing, clustering, arranging, and classifying of artifacts in terms of complex power relations between those who created the image, those who did not, and the collection itself. "To understand an archive one needs to understand the institutions that it served," writes Stoler, adding, "what subjects are cross-referenced, what parts are re-written, what quotations are cited, not only tell us about how decisions are rendered, but how colonial histories are written and remade." 16 In an era when digital cultures have given a whole new dimension to the concept of the archive, questions about the relationship between evidence and history are at the forefront of not just academic discourse but of public debates across the world. 17 One area where this relationshipbetween evidence and history -becomes most visible is in the public display of archival materials. One of the most notable examples of this took place in Toronto in 1989 when the Into The Heart of Africa exhibit at the Royal Ontario Museum (rom) became a shining example of why archival logics must always consider representation, power, and the dominant/ oppositional gaze. As Shelley Butler explains, the rom's curator at the time, cultural anthropologist Jeanne Cannizzo, attempted to display the rom's African collection in a critical and reflexive fashion. Drawing on critical strategies associated with postmodernism, Cannizzo attempted to demystify the rom's aura of ethnographic authority and to highlight to contingencies and political implications of its practices. 18 The exhibit, however, was not read this way by members of Toronto's Black community, and many others. In 2016, the rom officially apologized for the exhibit, which featured objects and images curated from the archive Linda Alcoff, " that were collected by white soldiers and missionaries -including one magazine cover showing a British soldier plunging a sword into the chest of a Zulu warrior. The exhibit illustrated what can happen when the angle of vision only considers the dominant culture, i.e., British missionaries and soldiers who went to Africa in the nineteenth century, and the mementos and treasures they brought back from their pillage, but does not reflect the subaltern -the people, places, and communities of such conquest. Into the Heart of Africa, while a museum exhibit, was imbricated in the same colonial logic of the nineteenth-century archive in that it had the power to engage in meaning-making in the public sphere through its representation and dissemination of artifacts, objects, and images. However, it failed to see the parallel discursive arenas that surrounded such display. Archival objects and images are never neutral. There is always an angle of vision. The archive is one of the most important sites of inquiry in our times because it is both a window into the past but it also lays the foundation for how we think about our present and frame our future. As Linda Alcoff once observed of hegemonic discourses and the problem of representation, when attempting to problematize the relationship between vision, gaze, narrative, and so on, the aim should be to create, wherever possible, "the conditions for dialogue, and the practice of speaking with and to rather than speaking for others." 19 The archive is contested terrain, not only because it becomes the primary research for historical work, but because of the power it has to represent and mis-represent people, places and the past itself. In the end, the issue of how people use the archive is not singularly about bias, it is also about communication; often, "the possibility of dialogue is left unexplored or inadequately pursued by more privileged persons." 20 Thus, the work of historians in the archive needs to move toward re-contextualizing an archive's memory by transcending beyond race, power and representation to also finding frameworks for contextualizing doubt. 21 When we doubt the origins and/or historical cataloguing of something in the archive, we are daring to ask questions of the archive's logic, and to engage in a dialogue. This questioning matters, because it allows for new pathways of discovery rather than just assuming that the archive, as it has been compiled, represents some undeniable "truth." The promise of the archive is that it does more than just store "stuff," but we can never assume that what we find in the archive is the only aspect that is
